Abstract: Geographers' interest in ®lm has increased during the last 20 years. Methodological and theoretical perspectives tend, however, to be bipolar and re¯ect either cognitive or social approaches. Work re¯ecting these approaches is reviewed with geographic research grounded in transactionalism and postmodernism as examples. A geographic view of ®lm that recognizes the importance of more than one theoretical framework, positions the cognitive and social in a continuum reaching from the individual to the societal, and makes traditional notions of scale antiquated is recommended. Research by geographers contesting the assumed objectivity in documentaries is reviewed as are geographers' contributions to understanding the construction of meaning of urban and natural settings in ®lms. Suggestions for future directions in ®lm research are made.
I Introduction
Research on ®lm lies well within the province of human geography. Film deals with space and time as well as with the construction of place and meaning. Film re-presents the world. For many of us, the cinematic is imbedded in our lifeworld ± our day-to-day experiences of existence (Stadler, 1990) . Although the earliest inquiries by geographers on ®lm are found in the 1950s, a sustained interest in ®lm only began about 20 years ago.
An early emphasis on primary experience in behavioural/humanistic geography contributed to lack of attention on ®lm and media. Four other factors were perhaps greater deterrents. First, in studies on landscape and place, geographers have generally preferred to use literature instead of mass-media cultural forms (i.e., newspapers, popular magazines, radio and ®lm). This suggests that there is little of geographical interest to be found in mass media. Secondly, perhaps a more cogent reason, is the view that ®lm, as entertainment, is a service product whose primary purpose is to make money. Without a clear methodological approach, it is often hard to alter this assumption that ®lm is nothing more than entertainment (Burgess and Gold, 1985a) . Thirdly, it is often hard to decipher the meaning of a ®lm. While ®lms can be understood by most, it is often hard to extract a de®nite meaning from them (Schlesinger, 1979) . Finally, there is diculty making the geographical connection between images and the eects of those images on real locations (Gold, 1974) . Although these concerns linger, they are currently being redressed by the work of social geographers.
In the last decade there has been a proliferation of articles on ®lm by geographers. Because of the complexity of the topic, geographic research on ®lm is similar to the blind describing an elephant. There are good descriptions and analyses of parts, but there is no coherent framework within which to discuss cinema in its entirety. Theoretical and methodological approaches vary widely. Despite disparate approaches, however, recognition of the need to increase our understanding of the power of ®lmic representations is generally shared. Burgess and Gold (1985a) point out that popular media (including ®lm) is important because it mediates social knowledge, reinforces ideological constructions of the status quo and is an active agent of hegemony. Aitken and Zonn (1994b) argue further that cinematic representations are integral to understanding our place in the world.
Film studies by geographers both span a variety of scales and vary along a continuum from the individual to the societal. The scale of geographic research varies from individual shots and image events within the narrative (Aitken, 1991; Natter and Jones, 1993) to the temporal event that we call a movie (Singer, 1990) ; from the construction of meaning and place in ®lm (Kennedy, 1994) to the production and consumption processes of ®lm (Macdonald, 1994) ; and from the local, place-speci®c aspects of a representation (Lukinbeal and Kennedy, 1993) to the global connotations of representations and politics (Jenkins, 1990; Godfrey, 1993; Macdonald, 1994) . Scale, in regard to ®lm, explodes the framework of dierent resolution levels or varying levels of representation of reality (Johnston et al., 1986) within which geographers have traditionally considered it. Scale becomes heterotopic, functioning on multiple levels of meaning, space, time and geography (Hopkins, 1994) . Film studies also vary along a continuum. At one end, they focus on the individual. At the other, they look at broad social processes. Or, they range from cognitive theory, which focuses on the individual (Zonn, 1984; 1990a; Aitken, 1991; Kennedy, 1994) , to social theory (Harvey, 1989; Aitken and Zonn, 1994a; Hopkins, 1994; Rose, 1994) .
There is a rough parallel between geographic approaches to ®lm and a shift in human geography theory. Geographers' interest in ®lm arose simultaneously from two streams of thought: ®rst, humanism and landscape studies (Relph, 1976; Tuan, 1977; Meinig, 1979; Pocock, 1981) ; and secondly, sociocultural studies (Gold, 1974) . The former investigates landscape portrayal and place meaning. It is closely tied to the humanities, relying upon art history, literary criticism and aesthetics for its methodology. This approach is more idiosyncratic and focused on the individual. Cognitive theory ®ts within this framework. The latter stream is more closely associated with social geography, borrowing theories from cultural studies and sociology. Here the emphasis is on the construction of meaning and cultural politics. Cultural politics refers to the`domain in which meanings are constructed and negotiated, where relations of dominance and subordination are de®ned and contested' (Jackson, 1991: 200) .
Geographic analysis of ®lm has tended to work within bipolar frameworks (e.g., individual/societal, local/global, urban/anti-urban, pristine nature/despoiled nature). Although bipolar frameworks are a useful heuristic device, they naturalize ideologies in the rationality of the bipolar double illusion ± the double illusion being that one side is de®ned by the other side which rearms the other and legitimizes the other in a redundant process which never has to justify itself. It becomes a logic fallacy (Lefebvre, 1974) . In this review, we suggest that in the face of the erosion of bipolar frameworks (Lagopoulos, 1993) , geographers need to develop a holistic view of geographic research on ®lm ± a view which can address both individual experiences and societal forces and which recognizes the heterotopic quality of scale. We focus on the power to construct ideologically charged images (Burgess, 1990) of the urban environment and of nature through ®lm and then challenge the idea of objectivity in documentaries.
II In search of a holistic view 1 The bipolar nature of approaches to ®lm: individual vs. societal A decade ago, Burgess and Gold (1985a) identi®ed the bipolar nature of geographic media research. They compared European and North American approaches to the study of how media aects the relationship between people and places. They found that American work tended to focus on the individual and his or her opportunity to accept or reject views oered by the media. European work, on the other hand, focused on social processes and tended to see the media as pushing for an acceptance of the status quo. Burgess and Gold (1985a: 7) also noted that many behavioural geographers became focused on`cognitive and social psychology for both theory and methodology'. This type of research explores the causal eect of individual behavioural responses to external reality (Burgess, 1990) and, at least in the early work, was often reductionist in character.
The early focus on individual behavioural responses erroneously reduced both social and cultural forces and media information, gained from sources such as literature and ®lm, to positions of secondary importance when compared to primary experiences. Burgess (1990) suggests that the unfortunate emphasis on the causal eect of individual behavioural responses to external reality by American geographers began with Lowenthal's (1961) in¯uential article,`Geography, experience, and imagination: towards a geographical epistemology'. Lowenthal focuses on a psychological explanation that emphasizes an individual's sensory perception and cognition as a means to gain understanding about the world around him or her. Social and cultural factors are left as secondary to the psychological explanation. Burgess (1990) points out that this emphasis on sensory perception led to the creation of a bipolar conceptual model of primary, direct experiences or person±environment experiences; and second-hand experiences, or person±media±environment experiences. This distinction appears frequently in research on mass media (Relph, 1976; Walmsley, 1980) , ®lm (Zonn 1984; and literature (Cook, 1981; Pocock, 1981) . These`second-hand' (communicated) experiences are, however, arguably, inseparable from primary experiences, and contribute signi®cantly to how our reality is formed and changed (Williams, 1962; Watson, 1983; Burgess and Gold, 1985a; Burgess, 1990) . For example, Burgess and Gold (1985a: 7) state that`mediated information is central rather than secondary in the information environment of the modern world'.
An early impetus in American geographic study of ®lm was found in cognitive psychology and behaviouralism. The view of cognitive psychology as reductionist and as based on cause and eect more closely describes`behaviourism' rather than`behaviouralism'. Behaviourism views human behaviour`in terms of stimulus-response relationships' and fails fully to consider consciousness or thought (Gold, in Walmsley and Lewis, 1984: 4) . Behaviourism has been discredited. Behaviouralism, on the other hand, recognizes`the true complexities of human behaviour' and considers both cognition and consciousness in trying to understand behaviour (Gold, in Walmsley and Lewis, 1984: 4) . Transactionalism, an approach within cognitive psychology, recognizes the link between physical environment and social systems by placing humans as an`integral part of the environment, rather than an object in it' (Ittelson et al., 1974: 63) . From this perspective the context within which thought and behaviour occurs is critical. By extension, the social system in which thought and behaviour are embedded is also critical. Context oers a bridge between cognitive theory and social theory by encompassing both the individual and larger societal processes.
Some recent research on ®lm by American geographers retains elements of cognitive psychology (Liverman and Sherman, 1985; Aitken, 1991; Aitken and Zonn, 1993; Lukinbeal and Kennedy, 1993; Kennedy, 1994) . The importance of the media in our everyday lives gives rise, however, to concern over the aggregate ± the social level ± and to ideologies behind the media presentations. This emphasis on the aggregate has pushed American geography into a posthumanist era where social theory and postmodernism predominate media discussions. This shift away from the individual to the societal is, again, movement along a continuum. Behaviouralism and cognitive psychology look at context, the complexity of human behaviour, and how human behaviour and cognition are embedded in social systems. Social theory looks at`societal structures that guide and are guided by, both the ®lm maker and audience in a complex, dynamic, and symbiotic interdependency' (Aitken and Zonn, 1994a: 14) . A full understanding of a phenomenon such as ®lm requires consideration of both the personal or individual aspects as well as the societal components. The need is to look at ®lm and research on ®lm from the perspective of a continuum ± as a whole and as multiple. A key tenant of postmodernism is the erosion of bipolar systems. There are too many facets of existence, media or any topic to describe them adequately in terms of`either/or'. What we ®nd are`both/and' situations (Moore, 1988; Zohar and Marshall, 1994) . A look at research on ®lm that uses a transactional perspective and other research which uses a postmodern approach suggests there may indeed be areas of overlap. This overlap can connect individual and social levels or, at least, provide central points on which to hook dierent layers of interpretation.
2 Addressing one end of the continuum: transactionalism Transactionalism, the study of changes in people±environment interactions, grew out of the psychology of environmental perception (Ittelson, 1973) and was adopted as a theoretical base for many landscape studies (Zube et al., 1982; Zube and Kennedy, 1990) . Transactionalism is both a metatheory (Zube et al., 1982) and a world view (Altman and Rogo, 1987) . As such, it oers a holistic approach to human±environment transactions which recognizes that the whole is a`con¯uence of inseparable factors' dependent upon each other for their meaning and de®nition (Altman and Rogo, 1987: 24) . Transactionalism deals with`person-in-environment contexts as a function of particular ongoing transactions between persons and environments' (Aitken, 1991: 107) . Relationships between persons and environment are dynamic, embedded within physical and sociocultural contexts, and are aected by time and change (Altman and Rogo, 1987) . In studying ®lm as in studying speci®c landscapes, understanding cultural values is central. Cultural values teach people how to view and experience landscape. Human activity, in turn, gradually modi®es cultural values (Aitken et al., 1989) . Cultural values and human values relate directly to issues surrounding construction of meaning and response to cinematic representations.
Although transactionalism is a metatheory from which one can view cinema within society, it has been used by geographers as a theoretical basis for studies on ®lm. It has been used to interpret the transactions between individuals and media landscapes and the subsequent development of`place images' that become constructs of reality (Zonn, 1984; 1990a; Zube and Kennedy, 1990) , the relationship between ®lm structure and rhythm (Aitken, 1991; Aitken and Zonn, 1993) and the transactions within a ®lm's narrative (Kennedy, 1994) . Zonn (1984; 1990a) uses transactionalism in the context of a communication model in which the creation and reception of the message are aected by personal and cultural values, past experiences, and expectations and goals of the individuals involved. He suggests there are four elements that both aect and are integral to place portrayal in media. These elements include: the place being portrayed, the creator of the image, the medium used and the audience. The image creator ± artist, ®lm director, writer, etc. ± and the audience see`place' through a series of perceptual ®lters based on their life experiences and goals. Furthermore, the medium itself limits the ways in which place can be portrayed. Zonn (1984; 1990a) points out that these factors must be recognized in discussion of person±place transactions related to media.
Aitken (1991) builds on his earlier work in transactionalism (Aitken and Bjorklund, 1988) to apply a transactional framework to the exploration of cinematic representations. His transactional framework focuses on change as initiated by individual and sequential image events. Aitken suggests that we can understand ®lm's structure and aesthetic by studying image events and their transactions. These image events involve the juxtaposition of ordinary and extraordinary events with ordinary and extraordinary behaviour. Aitken applies this framework to the ®lms of Scottish director Bill Forsyth. He concludes that Forsyth's use of apposition (ordinary against ordinary) and opposition (ordinary against extraordinary) allows him to subvert pervasive myths in Scottish culture. The ®lm also makes use of apposition and opposition to enable the viewer to make sense of aspects of the present cultural geography in Scotland. Zonn (1984; 1990a) and Aitken (1991) looked at the transactions within ®lm structure and those between the creator of an image and the audience. Lawrence of Arabia (1962) provides a textbook example of the fundamental principles of transactionalism within the ®lm narrative. Kennedy (1994) shows how the dramatic change in the person± environment relationship between Lawrence and the`extreme' desert environment within the ®lm aected not only the characterization of the individual but also of the environment. Thus, Lawrence's mental and emotional changes are not simply mirrored in the landscape. They are also portrayed as responses to changes in the social and physical environment and in the transactions with and within those landscapes.
To date, there is no study, based on transactionalism, that looks speci®cally at person± environment relationships from the perspective of ®lm±audience±location interactions. Gold (1974) suggested that opposition to representational studies in geography results from the diculty of making the geographical connection between ®lm images and the eects of those images on real locations. Recent work suggests, however, that there is a relationship. In 1991, the town of Rennan, Scotland, was reported to be still attracting foreign tourists after the ®lming of Bill Forsyth's Local hero (1982) (Nicholson, 1991) . In Dyersville, Iowa (population 3800), tourists¯ock to see the baseball ®eld shown in Field of dreams (1989) . As late as 1993, the Dyersville Chamber of Commerce reported that tourists were still coming to see the ®eld (Clark, 1993) . Popular ®lms act as a form of place promotion (Gold and Ward, 1994) . However, unlike forms of advertisement, the construction of meaning attributed to place is not the primary purpose of the image. Research on ®lm tourism could provide real-world examples with which to examine the validity of theoretical discussions about the relationship between ®lm images and the eects of those images, through audience behaviour, on actual places.
Transactionalism has not yet been used to its logical extent by geographers studying ®lm; however, there is a limit to what it can explain. Despite considerable theorizing about the relationships between ®lm and audience perception (Zonn, 1984; 1990a; Aitken, 1991) and a burgeoning ®lm tourism, there is, as yet, no study by geographers of whether or not viewing a ®lm actually aects an audience's perceptions. Furthermore, transactionalism does not account for modes of production and social structures encouraging certain ideologies such as capitalism and patriarchy. Because culture, and sociocultural forces, transcend the individual, it is dicult to carry insights gained through research on individuals to the realm of culture. It is also dicult to compare individual attitudes to those expressed by social organizations or institutions (Aitken et al., 1989) .
3 Postmodernism: the other end of the continuum For some geographers, transactionalism and cognitive theory provide access to understanding ®lms through the focus on the individual within the context of a speci®c physical and social milieu. Postmodernism, which denies both universal truths and metanarratives that can explain the`meaning of everything' (Dear, 1994: 3) , and social theory take us to the other end of the continuum by focusing on the structures and ideologies that encompass and aect the individual. The problem lies in ®nding a way to encompass individual thought and action as well as the social structures and values informing that thought and action at the same time. In their analysis of Peter Weir's Picnic at Hanging Rock (1975) and Gallipoli (1981) Aitken and Zonn (1993) used transactionalism, psychoanalysis and concepts associated with ecofeminism,`a critique of male domination of both women and nature' (Warren, in Merchant, 1992: 185) , to investigate Weir's portrayal of``wo/man± environment relations'' (Aitken and Zonn, 1993: 192) . They argue that although these theories do not provide a coherent framework from which to study`the portrayal of gender±environment relations in ®lm', they do however oer`partial insight' (Aitken and Zonn, 1993: 196) . Aitken and Zonn's analysis is signi®cant. It is the ®rst research on ®lm by geographers that attempts to bridge the gap between the individual and the social by using more than one theoretical basis. Their work suggests how connections between cognitive theory and social theory might be forged in future research.
In the last ten years, geographers have become increasingly interested in postmodernism. Postmodernism has been labelled`the society of media', where art has fully entered into the world of commodity production (Jameson, 1983: 113) . According to Jameson (1987) , literature no longer has a privileged status as the exemplar of culture. Today, culture is a matter of media' (Jameson, 1987: 199) . And, of all the arts and media, ®lm is the pre-eminent art form of postmodernity (Jameson, 1992 ). An analysis of ®lmic and media representations should therefore become a priority to geographers who wish to understand the postmodern (media) society. Aitken and Zonn (1994a) suggest that, according to postmodern social theory, everyday experiences are not immediately felt but instead are re-presented to us. Re-presentations thus become both models for social interactions and for our experiences of place.
Furthermore, in our videovisual culture the camera has transformed society to the point where some postmodern social theorists contend that we live in a dramaturgical society (life as theatre), a society in which we know ourselves only through our representations (Foster, 1983; Baudrillard, 1983; Denzin, 1991; Jameson, 1987; Aitken and Zonn, 1994a) . Judging our social interactions and place relationships against media representations may aect our daily behaviour. We may incorporate what we see in ®lm into our lives. When that occurs we have become dramaturgy ± a product of the representation. Life is then not only judged by staged productions ± ®lm and other media ± but also our very concerns and actions in turn construct and become social productions. Consequently, aggregate behaviour related to information gained from ®lm and other media may have a societal impact. During the O.J. Simpson trial, for example, there was a nationwide focus in the USA on spousal abuse as a serious social concern.
Concern about the authenticity of our social and place experiences is neither new, nor a discovery of postmodern writing. In 1976, Relph, drawing from Heidegger's phenomenology, expressed similar concerns about inauthentic and authentic place experience while, in the process, denouncing mass media. This concern about authenticity provides a tie between social theory and humanist geography. Another connection is found in Aitken and Zonn's (1994a) argument that the postmodern, dramaturgical society is a transactional reality; that reality and representations are linked in a continuous dynamic process where each is changed and transformed by its transactions. These connections strongly suggest that there is a continuum expressed in geographic research on ®lm ± that there is a relationship between focus on the individual and the broader concerns of social theory.
One major break between postmodernism and the humanist tradition, however, is postmodernism's focus on cultural and hegemonic ideology. Hegemony refers to the cultural dominance of one group's ideology that constructs the status quo for society as a whole. Cultural dominance addresses acculturation and subordination rather than assimilation and regulation (Connell, 1987) . Ideology, however, can be interpreted as the lattice of ideas which permeates the social order, constituting the collective consciousness of an epoch' (Thomas, 1981: 2) . In a dramaturgical society, ®lm is not just à spectacle projected within an enclosed space on a depthless screen' (Harvey, 1989: 308) ; rather it is an arena in which hegemony is disseminated and contested. Hegemony is played out in ®lm not only within individual cultures but also between cultures and between nations. Rose (1994) provides an excellent example of how hegemonic and counterhegemonic forces are entwined in ®lm within a speci®c culture. She examined counterhegemonic ®lms made by a marginalized group of London East Enders in the late 1970s. These ®lms expressed the subordinated group's resistance to hegemonic norms. The ®lms were not, however, a clear-cut alternative to the norm, but instead re¯ected a hybridization of bipolar (subculture/dominant culture) values. Through her analysis, Rose demonstrated that bipolar models are inadequate when dealing with the cultural politics of place.
Macdonald (1994) also clearly sees a need for a broader understanding than that oered by bipolar frameworks. He examined how`third cinema' contests the global capitalism (i.e., hegemony) of popular western cinema (®rst cinema) and the eÂ litism of ®lm-as-art (second cinema). Third cinema acts to subvert western ®lm's cultural imperialism bỳ engaging the audience in immediate social, political, and aesthetic concerns' (Macdonald, 1994: 36±37) . Macdonald (1994: 42) argues that third cinema, as represented by The perfumed nightmare (1975), suggests not only interconnectivity but also the potential for `more than one logic, more than one dynamic' in the place of hegemony, when dierent nations and cultures interpenetrate one another.
Cinematic place and scale are socially constructed and function on multiple levels concurrently. The interpenetration of nations and cultures alters the meaning of global scale. Macdonald's (1994) article situates the analysis of a ®lm within multiple contexts, one that moves from the global to the local and back again. Macdonald argues that the use of nation-state boundaries to exemplify global division in ®lm discourse is inadequate because of the complex economic, political, social and personal interconnectivity that currently exists between countries and individuals in those countries.
Postmodernism's interest in hegemony and cultural politics has made geographic research on cinema more acceptable within the academic arena. It attends to important areas in need of further geographic research. For example, what we consider to be popular ®lms are not necessarily a representation of popular culture; rather they are a representation of conglomerate capitalist industries, directing attention towards issues, ideas and images that sell. Today, roughly 20 national and transnational corporations now control most of America's mass media, which includes the largest ®lm industry in the world (Bagdikian, 1992) . Films produced by these 20 corporations have worldwide impact. Not only are they viewed in theatres throughout the world but they are also aired on television. And, as Adams (1992: 130) 
points out,`most other countries see access [to television and American ®lms] as an open door to American values and beliefs'.
Further research on both the cultural politics involved in making and dispersing ®lms as well as on the eects of ®lm on dierent cultural groups is needed. Geographers, well suited for this kind of analysis, have already made signi®cant contributions to the study of ®lm through their work on accuracy of representation and construction of meaning in documentaries and popular ®lm.
III Documentaries and popular ®lm: questioning objectivity and the construction of meaning
Of the dierent genres of ®lm, documentaries and educational ®lms have traditionally interested geographers most because they appear to be more factual representations than popular ®lms. Popular ®lm relates to those ®lms of the classic mainstream cinema which follow the Hollywood narrative style (Denizen, 1995) . This style's treatment of subjectmatter is ®ctional and closed, following the dramatic narrative style where plots are generally resolved at the end of the movie (Jowett and Linton, 1989) .`Popular' means that they appeal to a broad sector of a society, an appeal gauged by how well they sell at the box oce. These ®lms are ®ctional and, as such,`objectivity' is grounded in creating narrative realism rather than in factual representation. Documentary ®lms, on the other hand, presuppose a certain level of factual objectivity within the narrative realism. This level of objective realism is supposedly constructed through the ®lm-making process where it is assumed that the factual depiction is not manipulated during the creation of the narrative. Like popular ®lms, documentaries use narrative conventions (e.g., plot, storyline) as well as place and nature to construct realism. Place and nature are presupposed to be unbiased representations of reality in which documentaries can unfold. Burgess (1982) explained, however, that a good documentary should not only capture the sense of place but must also be entertaining. She also pointed out that there is a con¯ict between the extensive research behind a documentary and what could be shown in 50 minutes. As we will see, due to these factors, place and nature can be subverted and misrepresented. Therefore, documentaries cannot be presumed to be unbiased, objective presentations of reality. In both documentary and popular ®lm hidden agendas may lurk beneath the surface.
1 Image versus actual: documentaries Aitken (1994: 292) challenges the idea that reality can be portrayed accurately in ®lm. He takes the postmodern stance that`our world is a ®ction created and rendered poignantly by many narrative forms of cinematic representation, including documentaries'. This perspective is opposite the views portrayed in the 1950s' series of articles in Geographical Magazine (Grith, 1953; Koval, 1954; Manvell, 1953; 1956a; 1956b; Wright, 1956; Knight, 1957; Cons, 1959) which marked the birth of geographers' interest in ®lm. These articles focused on the educational value of both documentary and popular ®lms by emphasizing ®lms'```accurate'' portrayal of reality' (Aitken, 1994: 292) and ability to provide a`living' vision of the`earth and its people' (Cons, in Aitken, 1994: 292) .
So, what is documentary cinema? Burgess (1982) suggests that there are two types of documentaries: 1) the objective and impartial documentary; and 2) the personal documentary. The latter documents spontaneous occurrences coloured by the subjectivity of the narrator or ®lm maker. Roger and me (1990) is a personal documentary which many ®lm critics (see Jacobsen, 1989) have criticized for being inaccurate and subjective. Roger and me is more objective than most documentaries because, as Natter and Jones (1993) contend, the ®lm explicitly states its ideological values. They point out that in most so-called`objective' documentaries, ideological messages are not always so clearly stated. Youngs and Jenkins' (1984) investigation of Shell UK's The regions of Britain (1976; 1977) , for example, found evidence that the series supported speci®c interests, failed to show any con¯ict between city and country, ignored economic pressures, and actively encouraged the change of pastoral land use into large mechanized operations. They concluded that these ®lms perpetuated a romanticized and nostalgic view of Britain's rural landscapes. They argued that this perpetuation of a mythical geography ± continuance of an idyllic ruralism ± allows the perpetuation of rural poverty because it rearms the belief that the countryside is an economically stable region (Youngs and Jenkins, 1983) . Similar conclusions were later found again in Youngs' (1985) examination of Granada television company's`objective' landscape documentaries. These actively promoted and reinforced England's nostalgia for rural landscapes. The ®lms communicated a speci®c ideology ± one that reinforced the view that rural landscapes are pastoral and arcadian, rather than commercially viable agrobusiness areas.
Similar to the ®ctional narratives of popular ®lms, the boundaries between objectivity and subjectivity are elusive in documentary cinema. Jenkins (1983; questions documentaries' objectives and realism by showing how biases are incorporated into the documentary's production processes. Jenkins ' (1990) analysis of Eating (1984) revealed how the portrayed image of China was based on how the western ®lm maker constructed the narrative and by the fact that the Chinese government controlled the representation of place by dictating where the ®lm maker could shoot. This analysis reinforced Jenkins' (1983) earlier arguments that ®lms using foreign locations generally will not show the country's social structures and people in a negative light because they are shaped by the selective nature of the areas chosen (by the ®lm maker or the foreign government). The documentary should not be taken at face value. Its content should be evaluated for what it shows and why (Jenkins, 1983) .
The construction of narrative realism in documentary ®lms is also suspect when it is tied to entertainment and economic success. The documentary ®lm maker David Attenborough expressed no reservation about embellishing his narrative, and subsequently his objectivism. To him it was a matter of a greater goal of creating an entertaining product that might make the viewers environmentally conscientious. Furthermore, in the interview concerning the successful television series The living planet (1980) and its subsequent book (Attenborough, 1984) , Attenborough stated that the main problems with script writing for documentaries are not scienti®c problems but narrative problems. They are problems on how to link the diverse images and segments into one show; how to link the shows; and how to take the viewers around the globe without confusing them (Burgess and Unwin, 1984) . Similarly, in A sense of place: the fens (1980), Burgess (1982) argues that two themes, agricultural life and the sounds and visual qualities of the physical environment, were used to promote cohesion and clarity. Narrative construction was deemed more important than factual representation in the creation of a so-called objective realism, even though in documentaries a semblance of objectivity is more generally maintained in the face of media considerations when compared to popular movies.
Linking media and geographical considerations in a documentary may lead to ethical questions. Media aairs centre on entertainment, selling a product and constructing narrative¯ow. Geographical interests centre on objectivism and the power of space to construct meaning and place. What happens when media considerations overshadow the geographical? The heated debate over charges that Marty Stouer's popular documentary Wild America staged the chase and kill provides a good example. Although the series entertains and provides a strong`sense of place', environmental groups, animal rights activists and park rangers in Yellowstone and Glacier National Parks charge that staging chase and kill scenes is unethical and impinges upon animals' rights (Florio, 1996) .
The construction of meaning: urban and natural settings
Geographers have made signi®cant contributions to ®lm studies through their investigation of the use of urban images and natural settings in ®lm. These contributions are due to the strong geographic tradition of landscape studies and analysis. In the construction of meaning attached to urban and natural settings, the primary purpose of the image is not that of place promotion. Nor is the main purpose to construct an accurate image of urban or natural settings. The primary purpose is to sell a story and to entertain. The images used in ®lm are created and selected based on their aesthetic qualities, entertainment value and ability to strengthen the story. The images of cities and of nature settings found in ®lm are often ideologically charged. While it may be more easily seen that city and urban images are social constructs, nature itself is also a social construct. Through ®lm analysis, geographers are beginning both to reveal and question the appropriation of meaning to nature and to urban environments.
a The urban image: Our understanding of urban images is an ongoing process rather than an accomplished fact. The image constantly changes to represent the values, styles and situations of new generations. Life in today's cities is a complex mixture of both positive and negative experiences, but the portrayal of cities in ®lm has often focused on the negative.
One of the earliest geographic analyses of ®lm was Sherman's (1967) brief article on European cityscapes in movies. Sherman concluded that while some ®lms show the vitality of the city, ®lms generally present an anti-urban sentiment. Holtan (1971), a professor in speech and theatre, and McLaughlin (1975) , an architect, echoed this sentiment. Holtan's (1971) work on ®lms of the late 1960s and early 1970s found that three themes emerged in the depiction of urban life: country versus city; city and loss of innocence; and movement to country to ®nd happiness. The city was depicted as an impersonal place where dreams are dashed and relationships fail or are destroyed. He concluded that ®lms perpetuated the myth that cities will inevitably be the destruction of humanity, and that this myth makes it all the more dicult to create and maintain a livable urban environment. McLaughlin (1975) speci®cally related negative urban images to the depiction of modern architecture that, in ®lm, more often than not embodied disorientation, hostility, isolation and despair. He argued that production designers were to blame for this negative image. Rather than ®lm in the city and show modern architecture in its actual context, they preferred to make sets so that they could constrain meanings associated with the cityscape in the ®lm.
Similarly, the works of Gold (1984) and Lukinbeal and Kennedy (1993) suggest that ®lm constructs the city as impersonal and alienating. Gold (1984) argued that metropolitan cities account for a disproportionately large amount of urban imagery in ®lm. Metropolitan areas in ®lm become alienating and hostile. They are places where enormous gaps between rich and poor exist. Natter and Jones' (1993) analysis of Roger and me (1990) discusses how this distance between economic classes plays out in Flint, Michigan, by showing that the rich have private spaces, while the poor primarily occupy public spaces. Large cities are often the backdrop for ®lms about gangsters, violence and crime, innerurban slums and homelessness (Gold, 1984) . In the ®lm Dick Tracy (1990) , spatial relationships in the city are structured according to the types of behaviour (`good' or bad') which occur in place (Lukinbeal and Kennedy, 1993) . Place becomes a metaphor, an allegory, wherein ideology is appropriated to the landscape (Durgnant, 1965; Sherman, 1967; Rappaport, 1980; Higson, 1984; Aitken and Zonn, 1994a) . Lukinbeal and Kennedy (1993) concluded that Dick Tracy presents a simplistic and moralistic view of how to deal with inner-city evil. This view removes the feeling of death, pain and loss, in the confrontation of evil, leaving a vigilante ideology that is a fatuous response to a complex urban situation. Ford (1994: 133) argues:`We will never really understand the ways in which Americans perceive cities unless we pay attention to the roles that cities have in ®lms.' Throughout most of the articles by geographers that deal with urban images in ®lm, there is a tendency to stress the continuance of a predominantly anti-urban sentiment. This sentiment is particularly evident in American movies. While an anti-urban sentiment pervades much of ®lm, cities are represented in a variety of ways, not all of which have been negative. The image of the city is always changing due to technological innovations in colour and lighting (Ford, 1994) . Ford (1994) argues that, in early ®lms, cities were depicted as stages for action even though the scenery was not well developed. He suggested that by placing depiction in a historical context we can witness how American cities have changed from being merely background scenery to active participants in the narrative. He reasoned that the use of lighting, in the ®lm noir genre, and later, colour contributed signi®cantly to this development. According to Ford (1994: 123) , although the ®lm noir city was a`tense, brooding, lonely, isolating place that tends to put people over the edge', today's cities are depicted in a variety of ways. Woody Allen's Annie Hall (1977), Manhattan (1979) and Hannah and her sisters (1986) portray the positive aspects of Manhattan and the pleasures of urban life. Grand Canyon (1991) contrast the vitality of the city by day with its tensions at night. Ford's (1994) argument that scenery was not well developed in early ®lms is open to debate. Many early city movies were, essentially, urban travelogues (Musser, 1984; Kirby, 1989; Hansen, 1991; Bruno, 1993) before ®lms tried to attract a wider middle class in the 1910s. What Ford does oer, however, is the awareness that the portrayal of the city in ®lm is far more complex than being simply urban or anti-urban.
Boyz in the hood
Images of cities, as social constructs, re¯ect the social milieu in which the ®lm was created. The eects of the social milieu become most evident when cityscapes are projected into the future. Gold's (1985) analysis of the futuristic city in Metropolis (1926) portrayed what a 1920s' New York might look like in the year AD 2000 if it grew to nightmare proportions. This image of the city of the future played upon the fears and beliefs of the interwar era. With 80% of the American population living in urban settings, Ford's (1994) plea that we attend the role cities play in ®lms is warranted. Nature, often set in opposition to cities, is also worthy of investigation.
b Natural settings? If nature is a social construction (Daniels and Cosgrove, 1988; Daniels, 1989; Cosgrove, 1984; , then its image in ®lm is produced with the intent to sell an aesthetic commodity. Images of nature are ideologically charged social constructs of what we, as a society, consider to be natural. The director creates this image which then oers nature reconstructed and re-presented to further the story. For example, when Liverman and Sherman (1985) analysed the portrayal of natural hazards in novels and ®lms, they found that although speci®c physical events were accurately portrayed, dramatization aected characterization of how people responded to natural hazards so that both personal and person±environment interactions during natural disasters were misrepresented. Like Liverman and Sherman, Wright (1993) examined the disparity between the real environment and its image presented in the movie, A river runs through it (1993). The real Blackfoot River has been subjected to resource extraction and environmental degradation for more than a century, especially during the 1930s and 1940s when the ®lm's story supposedly took place. The beautiful images depicted in the movie were taken from other rivers in the Bozeman, Montana, area. Examining the misrepresentation of actual places as compared to ®ctional representations of environment in popular ®lms leads to ethical questions. These questions reinforce an awareness that we live in a dramaturgical society when tourists and immigrants, after seeing the ®lm, search for this mythic Montana (Lukinbeal, 1995) . Wright argued that the ®lm's depiction perpetuates a mythical, pristine image of the western USA, which translates into better box-oce sales.
In ®lm, when nature is not directly misrepresented, it may be subordinated or embellished to further the narrative. While Liverman and Sherman (1985) and Wright (1993) exposed how ®lms misrepresent nature and locations, Kennedy's (1994) transactional analysis showed how nature was subordinated through the characterization of Lawrence in Lawrence of Arabia (1962) . Nature became a narrative device used by the director to further the story. Similarly, David Attenborough (Burgess and Unwin, 1984) stated that the aim of a natural history ®lm maker is to convey a particular experience about the world in the most vivid way possible to make spectators aware of the environment's value and make them feel some sense of responsibility for it. Therefore, embellishing scenery with music and close-up shots is an acceptable means of amplifying the natural experience (Burgess and Unwin, 1984) . Godfrey (1993) carried the discussion of directors manipulating the image of nature even further, when he pointed out how an individual director's view can become representative of his or her society. He compared ®rst and third-world ®lms and found appreciable dierences in their perspectives. Godfrey stressed auteurism (the view of a strong director) as shaping the representation of nature and culture in Amazonian ®lms. He concluded that the cultural baggage attached to the auteur underlined the relationship between nature and culture. The ®rst-world perspective tends to be bipolar and either views nature as valuable primarily in its pristine state or as an impediment to civilization. For example, Boorman, an American, in The emerald forest (1985) depicts modern civilization's insensitive encroachment on a pristine wilderness. Herzog, a European, portrays the rain forests as disorderly, dangerous ± an overgrown menace to the advancement of colonial civilization ± in Aguirre, the wrath of God (1972) . On the other hand, Bye bye Brazil (1980), a third-world ®lm, made by the Brazilian ®lm maker Diegues, depicts Brazil as a third-world country struggling with the con¯icts between development, modernization and traditional Brazilian values and oers a more complex portrayal of nature and its relationship to society. In these ®lms, the personal or individual view of the director becomes the social because it is a re¯ection of values held by the director's culture.
IV Conclusion
A ®lm's representation can be shaped by many factors. They include the social milieu in which it was formed (Gold, 1985; Lukinbeal and Kennedy, 1993) ; the cultural values of the ®lm maker (Jenkins, 1990; Godfrey, 1993) ; the ®lm maker's own ideological views (Zonn, 1984; Aitken, 1991; Natter and Jones, 1993) ; the need to make narrative cinema a form of entertainment (Liverman and Sherman, 1985) ; colour and lighting (Ford, 1994) ; the subject-matter presented; and the genre of the ®lm.
Geographers began examining some of the broader rami®cations of the media in the books Geography, the media and popular culture (Burgess and Gold, 1985b) and Place images in media (Zonn, 1990b) . Place, power, situation and spectacle (Aitken and Zonn, 1994b) was, however, the ®rst book by geographers to focus strictly on ®lm. Some ideas held by geographers (e.g., popular culture is not worthy of research, primary experience is more signi®cant than secondary) as well as an inability to see a direct link between representation and location continue to limit the inquiry into ®lm. Work from the social end of the spectrum appears, however, to be removing these impediments. Furthermore, due to the popularity of postmodernism and social theory, geographers now seem more willing to accept research on ®lm as having value.
Geographical analysis of ®lm challenges meanings and assumptions in the realm of cultural and geopolitical relations. At a geopolitical scale, Godfrey (1993) suggests that there are dierent world views speci®c to certain societies and that this is expressed in the way auteurism shapes the representation of nature and culture. Jenkins (1983) looks at how dierent world views aect the portrayal of a culture. Within a culture, the dramaturgical relationship between ®lm and societal expectations (Lukinbeal, 1995) was highlighted when tourists and immigrants came in search of the mythical misrepresentation of the Blackfoot River (Wright, 1993) . Similarly, Rose's (1994) analysis focused on the hegemonic and counterhegemonic portrayal of a speci®c locale.
Still, we must broaden traditional geographic ideas ± place, space and scale ± when we consider ®lm. Geographic research on ®lm deals both with the space within ®lm and the space within which ®lm occurs during production and dissemination. It also deals with the creation of place and meaning through ®lm. In ®lm, dierent nations and cultures can interpenetrate one another; thus, cinematic space and place surpass traditional notions of location and material cultural (Macdonald, 1994) . They involve not only the industrial matrix of the entertainment company but also the creation of speci®c place images within the space in a ®lm. Furthermore, cinema's spatial characteristics transcend time and location while materializing in a speci®c time and place. For example, cities have been represented both unfavourably and favourably in ®lm (Gold, 1984; Lukinbeal and Kennedy, 1993; Ford, 1994) depending on the social milieu of the time. In actuality, cities are a complex mixture of both positive and negative social and physical characteristics. These images of the city that are captured in speci®c ®lms, however, remain unchanged despite changes occurring on location, over time, in the real world. Furthermore, these place images are viewed at a dierent time in a dierent location ± such as the local theatre or on TV. There is need for further research within a broadened perspective of space, place and scale, on the production and dissemination of ®lm, development of place image in ®lm, ®lm tourism, and the eect of ®lm on audience perception and behaviour.
Further research on the construction of meaning and accuracy of representation in ®lm is called for. Documentaries and popular ®lms have been viewed as opposites based on their relative level of objectivity and accuracy of representation. In actuality, neither are unbiased representations of reality. Realism and objectivity play key roles for geographic educators. There is a need to evaluate critically popular and documentary ®lms for intended and unintended messages especially as they are increasingly used as classroom tools. Study of ®lm should empower students and others by allowing them to analyse critically images presented to them (Jenkins and Youngs, 1983) .
Research on ®lm needs to move beyond bipolar frameworks in two ways, either tear them up to show their inherent weakness and underlying perceptions and ideologies, or include both within the concept of a continuum that encompasses`both/and'. Hopkins (1994) stressed that any inquiry of ®lm should focus on the geography created from examining both the geography within ®lm, and the geographical context of ®lm. A geography of ®lm, however, is not limited to the cultural politics of place and space within ®lm. It spans the spectrum from the individual cognitive realm to the sociocultural level, as well as from the local to the global. The challenge for geographers is to link the multilayers of meaning, materiality, place, space and scale in new ways that allow us to understand better the dramaturgy that we construct. Geographic research on ®lm should not seek one unifying theory, but rather move into a multiplicity of scales and combine dierent theoretical frameworks in creative new ways.
